This study explores three documentary projects from Turkey, namely
local complexities of sexual politics, this study aims to demonstrate how various forms/styles of documentary could contest, negotiate, and reinvent a transnational gaze that critically engages with the ethnographic constructions of sexuality, community, identity, and nation. LGBTQ documentary filmmaking a crucial field of knowledge production is this urgency to encourage communities to produce alternative truths that would critically respond to neo-colonial ideologies appropriating sexuality as a political instrument for "democratizing" and "civilizing" certain nations or regions (Haritaworn 2015; Massad 2002) .
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Focusing on three documentary projects, namely Trans X Istanbul (Binder 2014) , Proudly Trans in Turkey (Le Roux 2012), and My Child (Candan 2013) , this study explores the ways in which discourses of affirmation and empowerment are appropriated in the practices of LGBTQ documentary filmmaking from Turkey. These documentaries focus on an Islamicate and precariously secular national context. The regional actors on screen defend an inclusive and dissident queer politics that does not prioritize an agenda shaped by faith as the primary marker of LGBTQ identity and community. Attempting to make visible various spaces and formations of
LGBTQ activism in Turkey, these collaborative projects can be considered as practices of screen activism which critically reflect on their own circulation, spectatorial address, ethnographic accent, and documentary aesthetic. Attempting to prioritise a focus on the regional complexities of intersectional queer activism, these documentaries seem to contest and negotiate transnational discourses of LGBTQ identities that reify the globalized imperatives of liberation, pride, and humanitarian intervention. The critical regionalism at work in these projects, however, neither fetishizes its national/ethnic referent nor constructs a radical alterity by enacting a "third eye" through its ethnographic gaze (Rony 1996) . Exposing the spectator to intersectional LGBTQ politics and its actors, these works treat their subjects as active interlocutors of community and as performers of ethnographic knowledge.
Through an analysis of these three documentaries, this study proposes a discussion of the ways in which various transnational registers of LGBTQ documentary production engage with the ethnographic site, the regional context, and the narrative framing of sexual subjectivity on screen. Hence, the selection of these three films relies on their shared transnational production context -in terms of both spectatorial address and funding.
Although the low-budget, regionally circulated, activist productions of earlier LGBTQ documentaries from Turkey-such as Aykut Atasay's Yürüyoruz (We're Marching, 2006) , Travestiler (Transvestites, 2007) , and expository, observational, interactive, and reflexive modes (1992, 32) .
Beyaz Atlı Prens Boşuna Gelme! (Prince Charming
The combined framework enables the filmmaker to negotiate the ethical complexities of the film's transnational production context, its ethnographic focus, and the filmmaker's status as an outsider. In the introductory part of Trans X, Binder makes use of her footage from nine years ago (when Ebru used to do sex work to earn a living) and her voiceover in this part emphasizes how her friendship with Ebru initiated their collaboration for this film: This is Ebru nine years ago when we first met in Istanbul. At that time, she wanted to become a politician. "Our lives aren't worth anything" she said to me. If you really want to find out, come with us. Hours later, I found myself hiding in a bush feeling very scared.
But at a critical moment just when a car tried to run over three friends, I wasn't filming and Ebru cursed me. It was around this time, however, that our friendship began.
[…] One day back in Berlin, I got a flood of messages that Ebru had been killed in her flat. Unable to believe it, I called her and found out that she was still alive. But one of her friends had been stabbed to death. It was then that we decided to make this film. I left Berlin and my mother joined me. We moved to Istanbul with a fully packed car to become a part of Ebru's life and her struggle. (Binder 2014) Rather than concentrating on the scene of queer activism which Ebru is a part of, the film's primary focus is on the spatial production and structural operation of exclusion that trans communities experience in Istanbul.
Binder seems to follow an episodic narrative in Trans X, where each episode focuses on a different spatial/scalar dimension of the film's subject. In the first part, the film focuses on the ways in which trans communities become precarious citizens subject to ostracization, In his exploration of contemporary art's relation to cultural alterity in its various ethnographic turns, Hal Foster critiques the figure of "the artist as ethnographer" and proposes a "parallactic work that attempts to frame the framer as he or she frames the other," in order to eliminate ideological patronage or a "reductive over-identification with" and "a murderous disidentification from" the other (1996, 203) . Such a notion of a selfframing artist with a parallactic gaze should incorporate "a multiscalar consciousness that reflects on the productions and constructions of scale within the mechanism by which contemporary art's so-called internationalism produces simultaneously the (local) other and the (global) political" (Çakırlar 2013, 687) . Noting the medium-specific focus of Foster's critical framework, namely site-specific installation art, George Marcus argues that the ethnographic fieldwork that film/video and theatre-as medium-could appropriate is less vulnerable to The activists' responses to these questions, which are inter-cut within a talking-head format, demonstrates Le Roux's representational framework, which can be considered as a form of "strategic diversity." Not necessarily reiterating the generic register of confessional documentary, the responses used in these videos show the differences among the subjects' gender and sexual identifications, family values, faith or religious beliefs, ethnic and class backgrounds, ages, professions, political ideals, and personal aspirations. This diversity also invites the viewer to a dynamic scalar register of interpretation that shifts from personal to regional/national to global. This decolonized feminist setting of collaboration invests in the very failure of closure, and the refusal of discursive containment, the productivity of which occurs with the deliberate crossings of fiction, storytelling, and ethnography (Visweswaran 1994 ).
In describing their gender identity, some of the participants claim While these projects demonstrate powerful interventions in the hegemonic conventions of the ethnographic gaze-which appropriates others through inventing an authentic foreignness-the presentation of the cultural alterity on screen still seems to prioritize a global/transnational gaze (by critiquing it from within) rather than various modes of a local/regional gaze. Avoiding a critical look at the inner tensions and conflicts of
LGBTQ activism in Turkey, these projects choose to represent a community of people whose political struggle and personal empowerment need to be acknowledged and celebrated globally. This investment in global intelligibility may be said to risk, if not dilute, the ethical accountability of its regional political impact.
Coming out and instrumental parenthood in Can Candan's My
Child ( In addition to the textual and formal operation of My Child as a documentary that accommodates an ethnographic drive to present a solidarity group (rather than a clearly defined community), the register of the film's production and circulation deserves particular attention in order to understand its regional political impact. The project owes its success to its initial crowdfunding campaign on Indiegogo, which became "a transformative apparatus in its public relations work" (Koçer 2015, 238 
